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Merge	Visible:	Contemporary	British	Painting	through	a	Virtual	Window.	
	
The	 window	 is	 an	 opening,	 an	 aperture	 for	 light	 and	 ventilation.	 It	 opens,	 it	 closes;	 it	
separates	 the	 spaces	 of	 here	 and	 there,	 inside	 and	 outside,	 in	 front	 of	 and	 behind.	 The	
window	 opens	 onto	 a	 three-dimensional	 world	 beyond:	 it	 is	 a	membrane	where	 surface	
meets	 depth,	 where	 transparency	 meets	 its	 barriers.	 The	 window	 is	 also	 a	 frame,	 a	
proscenium:	 its	 edges	 hold	 a	 view	 in	 place.	 The	 window	 reduces	 the	 outside	 to	 a	 two-
dimensional	surface;	the	window	becomes	a	screen.	Like	the	window,	the	screen	is	at	once	a	
surface	and	a	frame	–	a	reflective	plane	onto	which	an	image	is	cast	and	a	frame	that	limits	
its	view.	 The	 screen	 is	 a	component	piece	 of	 architecture,	 rendering	 a	wall	 permeable	 to	
ventilation	 in	 new	ways:	 a	 “virtual	 window”	 that	 changes	 the	materiality	 of	 built	 space,	
adding	 new	 apertures	 that	 dramatically	 alter	 our	 conception	 of	 space	 and	 (even	 more	
radically)	of	time.1	(Friedberg) 
	









visually	complex.	We	are	now	used	 to	seeing	multiple	 ‘windows’	at	 the	same	time	–	on	computer	
screens,	 smart	 phones	 and	 digital	 tablets	 –	 and	 through	 them	we	 fluidly	 experience	 a	 stream	 of	
pixelated,	disconnected	images.	We	are	living	at	a	time	when	the	virtual	space	of	the	digital	screen	is	
the	prevailing	means	by	which	we	view	and	understand	the	world	–	often	seeing	several	windows	at	






a	 consolidated	 viewpoint	 is	 symptomatic	 of	 our	 everyday	 experiences	 in	 the	 contemporary	 image	
world,	in	which	a	constant	stream	of	rapidly	shared	simulacra	enter	our	consciousness	hundreds	of	
times	 each	 day	 on	 digital	 screens.	Merge	 Visible	 brings	 together	 a	 group	 of	 British	 painters	 who	
combine	multiple	visual	elements	or	processes,	enabling	many	fragments	of	information	to	be	seen	
simultaneously	 in	 one	 assimilated	 painted	 image.	 They	 engage	 with	 techniques	 of	 layering	 and	
juxtaposition	as	a	means	of	exploring	the	materiality	of	paint,	creating	new	meaning	from	disparate	
forms	and	disrupting	 the	 syntax	of	 pictorial	 composition,	 bringing	 traditional	 painterly	 tropes	 into	











The	 rejection	 of	 linear	 perspective	 in	 painting,	 is,	 of	 course,	 nothing	 new.	 Pollock,	 Rothko	 and	
Newman,	 for	example,	all	applied	paint	 in	a	way	that	did	not	draw	viewers'	eyes	 to	any	particular	
central	point	on	the	canvas	–	instead,	they	offered	multiple	perspectives	through	one	flat	surface	of	
painterly	 space.	Their	work,	 in	 turn,	was	 in	 the	 tradition	of	 their	Cubist	predecessors’	Picasso	and	
Braque,	 in	which	numerous	perspectives	of	the	same	subject	were	achieved	on	a	two-dimensional	










Ian	 Goncharov	makes	 paintings	 that,	 like	 Rauschenberg,	 borrow	 data	 from	 the	 outside	world.	 He	
refers	 to	mass	and	popular	culture	as	seen	through	a	 filter	of	social	media	–	narratives	are	 forced	
together	 like	 scrolling	 through	 a	 Facebook	 feed,	 painted	 in	 flat,	 disrupted	 planes.	 Each	 pictorial	
element	 exists	 in	 its	 own	 shallow	 optical	 depth,	 seemingly	 disconnected	 from	 each	 other	 in	 free	





sounds,	 words	 and	 objects	 generated	 or	 disseminated	 though	 digital	 means.	 Goncharov’s	
compositions	suggest	the	principles	of	copy,	cut	and	paste	that	underpin	the	transfer	of	knowledge	










has	 its	 paradoxical	 equivalent	 in	 the	 ceaseless	 accessibility	 and	 speed	 of	 locating	 images.	 The	
transitory	nature	of	the	image	of	the	digital	age	is	destabilised	further	by	our	acceptance	that	many	
images	we	 see	have	been	manipulated	digitally	before	 they	 reach	 the	viewer,	 such	 that	 the	word	
‘Photoshop’	has	now	become	a	verb,	as	in	‘to	Photoshop	an	image’.	Playpaint	makes	paintings	through	








Lee	 Marshall	 paints	 explorations	 of	 space,	 form,	 surface	 texture	 and	 volume,	 influenced	 by	 the	
processes	of	image	editing,	3d	modelling	software	and	the	aesthetic	of	computer	generated	imagery.	
His	compositions	are	realised	instinctively	in	initial	drawings	or	collages,	then	worked	into	meticulous	
painted	renderings	of	both	derived	and	 invented	 forms.	 Informed	by	 the	visual	 language	of	digital	
space,	 Marshall’s	 paintings	 start	 with	 the	 creation	 of	 a	 boundless	 background	 –	 a	 flat	 colour	 or	






















technique	 and	 historical	 reference	 points,	 which	 can	 also	 be	 seen	 in	 the	work	 of	 Goncharov	 and	
Marshall,	 characterise	 how	 painting	 has	 become	 interactive	 by	 forming	 connections	 between	
different	fields	of	activity.	In	short,	the	internet	allows	the	history	of	art	to	be	used	by	contemporary	






create	 edited	 and	 abstracted	 forms.	 These	 images	 are	 then	 recontextualised	 over	 a	 surface	 of	
traditional	handmade	gesso	ground,	which	is	pigmented	and	applied	in	layers.	Sanded	to	a	smooth	
finish,	colour	 is	 fused	 in	between	the	overlaid	gesso	to	produce	an	unpredictable	and	 inconsistent	
surface.	 Longworth-West	 exploits	 the	 incidental	 qualities	 of	 the	 materiality	 of	 paint	 while	 also	
exploring	 the	 limits	 of	 the	 recognisable	 image.	 Showing	 both	 the	 surface	 and	 the	 picture	
simultaneously,	 the	 traditional	 painting	 techniques	 that	 Longworth-West	 employs	 are	 a	means	 of	
emphasising	 the	 material	 quality	 of	 the	 painted	 surface,	 and	 also	 an	 intimation	 of	 the	 many	
disconnected	 images	 we	 see,	 click,	 swipe	 and	 share	 each	 day.	 The	 physical	 nature	 of	 painting	 is	
considered	 further	 through	 Longworth-West’s	 presentation	 of	 her	work	 on	 custom-made	 shelves,	
tables	or	as	floor	pieces,	exploring	the	dimensional	space	that	painting	can	occupy.		
	
The	 material	 qualities	 of	 painting	 and	 its	 tangible	 elements,	 such	 as	 line,	 plane,	 gesture,	 spatial	
configuration,	process	and	surface	are	evidenced	throughout	the	work	of	each	artist	in	Merge	Visible.	

























individual,	 re-captioned	 and	 released	 on	 social	media	 to	 be	 shared.	 A	 viral	 trend,	memes	 spread	
cultural	ideas	and	symbols	online	in	a	digital	space	that	allows	both	image	and	meaning	to	be	remixed	
















and	Helen	 Frankenthaler	 as	 influences	 –	 these	 gestural	 elements	 are	 restrained	 on	 the	 canvas	 by	
geometric	 shapes	 derived	 from	 modernist	 forms	 and	 digital	 drawing	 tools.	 As	 such	 Price’s	 work	




environment	 has	 influenced	 how	 we	 understand	 pictorial	 conventions;	 the	 layered	 logic	 of	
programmes	 such	 as	 Adobe	 Photoshop	 and	 Adobe	 Illustrator	 has	 affected	 our	 comprehension	 of	
colour,	 depth	 and	 volume,	 its	 painting	 tools	 our	 recognition	 of	 a	 distinct	 quality	 of	 line,	 and	 the	
multitude	of	windows	visible	on	our	computer	screens	at	one	time	has	normalised	fragmented	spatial	
composition	 -	 	 all	 of	 these	 elements	 relate	 to	 the	 formal	 considerations	 that	 lead	 to	 an	 artist’s	
application	of	paint	to	surface.	In	our	cut-and-paste	culture	the	combination	of	numerous	painterly	
elements	is	both	symbolic	of	an	ever-generating	visual	environment	and	simultaneously	transcends	
it,	 reinforcing	the	physical	 textures	and	haptic	qualities	of	 the	painted	surface	as	a	contrast	 to	the	
dematerialised	 space	 of	 the	 screen.	 Painting	 has	 developed	 into	 a	 more	 interactive	 discipline	 by	
forming	 relationships	 between	 genres,	 using	 existing	 art	 histories	 as	 a	 catalogue	 from	 which	 to	
generate	new	material.	The	paintings	included	in	Merge	Visible	are	at	once	suggestive	of	our	vast	yet	
disembodied	relationships	with	the	image	in	the	digital	age,	yet	they	all	remain	manifestly	‘painterly’	
in	nature.	
	
Charley	Peters	
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